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DAN FRIEDMAN: RADICAL MODERNIST 2.0 
(working title) 

 
 

What I propose here is a radical modernism – a reconsideration of how modernism 
can embrace its heritage along with the new reality of our cultural pastiche, while 
acknowledging the importance of a more humanistic purpose. 
    Dan Friedman “What is Wrong with Modernism”  

   from Dan Friedman: Radical Modernism, 1994 
 
Introduction and Overview 
Breaking from his pure and uncompromising Swiss style modernist roots, graphic designer 
Dan Friedman was a pioneer—exploring the experimental and conceptual limits of the field. 
Although he is known primarily for his graphic work, Friedmanʼs life in design stretched much 
further. In his boundary-breaking work with typography he set the stage for the consideration 
of graphic design as an artform in its own right. In his constantly morphing apartment he 
created a veritable laboratory where he could test out his theories of conceptual object making. 
In his exuberant graphic compositions, wall pieces and folding screens he exploded flat color 
and graphic patterns into a three-dimensional riot of custom-made shapes and revivified found 
objects that literally jumped off the wall. In his category-defying art-furniture he dared to make 
pieces whose sole function was to delight and engage. 
 
From early on, Friedman the graphic designer was resolutely experimental in what had been 
largely a commercial, corporate enterprise. In the early 1970s he arranged a US tour for 
Wolfgang Weingart, his teacher from the Kunstgewerbeschule in Basel. Switzerland. Along 
with his then-wife April Greiman, also a student from Basel, they helped to introduce the so-
called “New Wave Typography” to America; a new approach to graphic design that broke free 
of the grid to express new levels of visual meaning. Working in this vein, Friedman infused life 
and playfulness into his most successful projects, ultimately bringing a new sense of creative 
possibility to the larger design community. 
 
Friedman was also a passionate advocate for a changed professional mission for designers 
everywhere. Instead of being contractors for hire, his mandate was for designers to proactively 
engage their community and to support their cultural institutions. From his European education 
Friedman believed in the socially-minded philosophy of the Bauhaus—pro-bono publico as he 
called it. He felt that corporate America had co-opted Bauhaus modernism merely as a stylistic 
application rather than as a grounding philosophy, and in the process it had lost its heart. His 
life was a constant effort to reconcile his own personal experiences as a designer and artist in 
New York in the mid 1980s with the original pro-social, positivistic tenants of modernism. What 
he came to espouse, articulated near the end of his life in his book Dan Friedman: Radical 
Modernism, was a new version of modernism (but different from post-modernism) that 
holistically combined of his own contemporary experiences with the key precepts from half a 
century earlier. 
 
Dan Friedman as Teacher and Mentor 
Friedmanʼs professional life began in academia; in 1969 he accepted a full time teaching 
position at Yale Universityʼs graduate graphic design program. In retrospect, it was a logical 



 

 

extension of his own design education that began with undergraduate studies at Carnegie 
Mellon University in Pittsburg, followed by graduate studies at the Hochschulle in Ulm, 
Germany and finally the Schule für Gestaltung in Basel, Switzerland, where he worked with 
both Armin Hofmann and Wolfgang Weingart, two legendary graphic design educators and 
practitioners who were a decisive influence on his future direction. 
 
At Yale he formulated a sequence of graduate student problems, codified in the Spring 1973 
issue of Visible Language, that proved to be instrumental in introducing the rigorous Swiss 
design pedagogy to American schools. During this time Friedman branched out to bring his 
message and his methodologies to other institutions as well; as a visiting lecturer at University 
of the Arts in Philadelphia, and as the key protagonist in the effort to establish the design 
curriculum at the new SUNY Purchase arts campus. Although he left teaching in 1975 to enter 
the corporate design world in New York, it remained a key concern, and in 1994 he returned, 
this time to a key roll at the Cooper Union in New York City.  
 
 
The Shift from Corporate Designer to Artist 
By the late 1970s Friedman had achieved what many would have considered the pinnacle of 
design success with his corporate identity work for Citibank and a partnership in the new 
Pentagram studio in New York. But despite the recognition, Friedman felt a growing 
disenchantment with the design world and his role in it, and he slowly stepped away from his 
corporate colleagues. As he put it at the time, designers were the “janitors whose job it was to 
clean up the graphic messes of corporate America.” Already living in downtown Manhattan, he 
began spending more time with artists and designers in the SoHo district and the Lower East 
Side, frequenting the clubs, galleries, shops, and hangouts that made up the downtown scene. 
He embraced a cacophony of influences: pop art, graffiti, rock-and-roll, hip hop and punk 
music, consumer culture, and fantasy—all of which propelled him forward into new modes of 
artistic production and cultural provocation. 
 
During this time Friedman became personally involved as a friend, collaborator and colleague 
to Keith Haring and other emerging downtown artists such as Kenny Scharf, Forrest “Frosty” 
Myers, Jean Michel Basquiat, and Jeff Koons, fashion designer Willi Smith, photographer 
Tseng Kwong Chi, and gallerist Jeffrey Deitch whose corporate past life included a position as 
the curator for the Citibank Art Collection where he first came to know Friedmanʼs work 
through the Citibank identity project.  
 
Friedmanʼs lower Fifth Avenue apartment became the laboratory for his creative hypothesis 
and experimentation, and was a full-on, visually saturated, constantly evolving series of 
sculptural wall-mounted, ceiling-affixed, and floor-bound compositions often compared to the 
Merzbau installations of German artist Kurt Schwitters. Every corner was attended to; every 
space was utilized for its visual impact. 
 

I have for many years used my home to push modernist principles of structure and 
coherency to their wildest extreme. I create elegant mutations, radiating with 
intense color and complexity, in a world that is deconstructed into a goofy ritualistic 
playground for daily life. 
    Dan Friedman quoted “Model Revolutionary” by   
    Steven Holt, Dan Friedman: Radical Modernist, 1994 



 

 

 
Friedmanʼs rejection of commercial design work in the early 1980s in favor of more conceptual 
explorations was all the more significant because he was a young practitioner already 
considered at the top of his game. The fact that he could turn away from financial gain for the 
less lucrative (but far more personally satisfying) investigation of the creative limits of the self 
and soul defined the rest of his increasingly blended life and career. 
 
 
The Development of a Design Philosophy 
In his search for richer experiences, Friedman balanced his multicultural city life with trips 
abroad to India, the Caribbean, and Europe all of which infused his visual world with new 
possibilities for color, pattern, texture and most importantly—culture. In what became a critical 
tenet of his evolving creative practice, he integrated the indigenous industry and primal 
simplicity he observed in his travels into his new work. Friedmanʼs trips to India were 
especially powerful. There he observed that people made no distinction between art and life; 
the best craft techniques and the highest aesthetic ideals were integrated into the tools and 
objects of daily life. These experiences led Friedman to question the benefits of industry to the 
point where he posited a more humanized, customized, and radical version of modernism. 
 

If we are to take the opportunity of further developing our own civilization, we will 
have to express deeper layers of meaning, be open to the knowledge of more 
ancient and distant cultures, and apply art and design to themes that transcend 
superficiality. 
    Dan Friedman “New Tribalism” from Dan Friedman:  
    Radical Modernist, 1994 

 
The chairs, screens, and other furniture pieces that Friedman prototyped in his apartment and 
realized during this time gained him entrée into a pioneering group of New York-based art 
furniture makers of the early 1980s who challenged the conventional boundaries between art, 
craft and design (and are still yet to be acknowledged fully). He called this new work “Mental 
Furniture” and began showing it at the leading American art furniture gallery Art et Industrie, 
founded by Rick Kaufman. Many of these limited-production and one-off concept pieces 
explored the now familiar territory of non-functional design; each piece was a “vehicle of 
symbolic meanings beyond those involving use.” 
 
He also began to show his work in Europe and developed significant relationships with 
designers such as Alessandro Mendini of Memphis fame (who called Friedman “one of my 
masters”) and manufacturers such as Arredaesse and Alchimia in Milan, and galleries such as 
Neotu in Paris (where he produced a number of limited production pieces with gallery director 
Pierre Staudenmeyer). The French and Italian sensibility was more prepared to embrace 
Friedmanʼs particular approach to design and it was in Europe that Friedman enjoyed some of 
his greatest successes.  
 
 
Conclusion 
Through his influential multi-disciplinary career, Friedman never lost his focus as a designer 
and educator. From his early graphic design training onward, he remained meticulously 
organized and intellectually rigorous, always understanding the importance of delivering on the 



 

 

details, even as he created his most conceptual and advanced projects. He found a way to 
integrate his life and work, at the highest level of practice—a humane artistic and philosophical 
framework that informed his personal and creative identities.  
 
Nowhere was this more apparent than near the end of his life when Friedman summed up his 
creative philosophy and methodology in the book Dan Friedman: Radical Modernism (Yale 
University Press, 1994). Because Friedman oversaw every aspect of its creation, the book 
stands as the definitive catalogue of his work as well as the most cogent summary of his 
philosophy. The accompanying exhibition, also designed by Friedman, was meant to be a 3-D 
experience of the book and both were meant to function as authentic works of art. 
 
Sadly, Friedman died shortly after completing both projects, in July 1995, of complications 
from AIDS. Although it was over 15 years ago, his work and teaching, and the design 
principles that were his foundation, are as relevant today as they were then. The book and 
exhibition now stand as poignant reminders of who he was on a personal level, and why he 
matters today to the broader artistic community. 
 
 
Why Dan Friedman Matters Today 
1 – Friedmanʼs experimental graphic work and art furniture showed from very early on how 
text could be integrated into all aspects of 2-D and 3-D visual culture. Exploding type, 
experimenting with fonts and scale, using type as an abstract and decorative element, his work 
set the stage for the current text as art, design, and ornament movement.  
 
2 – Friedman explored the limits of designed objects in graphic and sculptural terms; he 
created design that functioned as art—chairs, screens, tables, lights—all objects full of 
latent possibility for reinvention. Friedman saw the potential for a truly contemporary idiom, a 
design language based on historic object forms, but remade for his particular cultural moment 
and milieu. Hence a lamp might reference the Three Mile Island disaster, a casepiece might 
sport imaginary logos and a ruffled skirt, and a chair might be adorned with plumbing hardware 
and blocky letters entreating the viewer to “THINK.” 
 
3 – Friedman serves as a powerful precursor to the sampling and mash-up mode of 
creation that are an integral part of contemporary creative culture. Scavenging for materials 
from his urban environment allowed him to test new possibilities for what could be defined as 
valuable.  
 
4 – Friedman worked hard to integrate the personal and professional aspects of his life, 
providing an important model for the passionate artist/designer. He proved that it is possible to 
do what you love and believe in and still survive, even thrive. In his prime, there was no 
division between work and play, between his creative endeavors and his life. 
 
5 – Though Friedman was an observer, a maker, and a writer, perhaps most importantly he 
was a philosopher who thought deeply about the appropriate relationship between the 
artist/designer and society and was able to articulate his ideas effectively in both visual and 
textual terms. 
 
 



 

 

 

    



 

 

THE EXHIBITION 
 
 
The exhibition Dan Friedman: Radical Modernist 2.0 was designed in 1995 to accompany the 
book Dan Friedman: Radical Modernism (Yale University Press, 1994). So tight was the fidelity 
between the two projects that he gave the both the same title. The core exhibition proposal 
includes over 100 white framed and mounted photographic panels (24” x 20”) of key graphic 
art, design and installation projects spanning the quarter century of Friedmanʼs career (1968 -
1995). Included are commercial graphic identity projects, whimsical art furniture pieces, 
enigmatic post-functional designed objects, and interior shots of Friedmanʼs ever-evolving 
Greenwich Village apartment interior taken over a 10-year period.  
 
Designed to be reconfigured to fit a variety of gallery sizes and spaces, the framed works are 
meant to be installed in gridded blocks mixing both media and time period, and are supported 
by a selection of five notable art furniture pieces. Friedmanʼs original installation plan exists for 
those who wish to follow it. But he also designed the elements in such a way that they could 
be reconfigured to fit a variety of gallery sizes and layouts. Together, this collection of 2-D and 
3-D works gives physical expression to the key intellectual concepts and the animating 
material principles that define Friedmanʼs philosophy of Radical Modernism. 
 
Depending on the venue, the core exhibition can be enhanced in three ways: 

1. A selection of art furniture and design objects culled from public and private 
collections.  
2. The recreation of Friedmanʼs Greenwich Village apartment living room as it 
appeared in 1991, including artworks, objects and ephemera. 
3. The inclusion of a range of original sketches and notes from the designerʼs 
ideabooks that further illuminate his process.  

For the most comprehensive installation, all three additional components should be included. 
 
A selection of didactic materials will be provided, including electronic text for a single 
introductory wall text, as well as four individual wall texts on the subject of Friedmanʼs graphic 
work, artwork, apartment interior, and process. Wall texts will be provided with and without 
support images; their use to be determined by each individual venue. A short, silent, looping 
film tour of Friedmanʼs apartment produced shortly after his death by friend and colleague 
Keith Goddard is also planned for inclusion. 
 
This exhibition has been made possible thus far through the curatorial efforts of Steven Skov 
Holt and Mara Holt Skov, with additional assistance from Christopher Pullman and other close 
friends and colleagues of Friedman. Behind the scenes the cooperation and support of 
California-based Ken Friedman, Dan Friedmanʼs only brother and caretaker of his estate has 
been instrumental in moving the project forward. 

 



 

 

CORE EXHIBITION CHECKLIST 
 
 

   
          Dan Friedman Radical Modernist exhibition, Yale University, 2005 
 
 
Introductory Images (24” x 20” framed) 
 
“Dan Friedman” title poster 
 
Dan Friedman portrait, 1988 
Photo by Joe Coscia Jr. 
 
 
Graphic Design Images (24” x 20” framed) 
 
Die Normannen Kommen film poster, 1968 
 
Weather Reports student exercise at Yale, 1970-71 
 
Indrani New Haven Dance Theater poster, 1971 
 
Yale University Art & Architecture Department applications, 1971 
 
Typografische Monatsblätter poster, 1971 
Winning entry in a Swiss printing and typography trade publication competition  
 
Wolfgang Weingart Speaks to America poster, 1972 
 
Operations Performed on a Line Grid, 1973 
Student project at Yale 
 
College at Purchase symbol and brochure cover, 1973 
Created for the State University of New York at Purchase 
 



 

 

Beethoven Brahms Wagner poster for the Yale Symphony Orchestra, 1973 
 
November at the Neuberger Museum announcement, 1974 
 
Moving announcement, 1975 
Conceptual poster by Dan Friedman and April Greiman. Letters sent to 22 past addresses and 
returned to the new address. 
 
Citicorp Center posters, 1975 
Designed by Dan Friedman while at Anspach Grossman Portugal, Inc. 
 
Citibank logo and Citibank Identification Standards Manual, 1975 
Designed by Dan Friedman while at Anspach Grossman Portugal, Inc. 
 
Citibank Manual press sheets, 1976 
Reject pages from the printing of the Citibank Identification Standards Manual 
 
Bonwitt Teller packaging, 1976 
 
Space poster, 1976 
 

   
          Dan Friedman Radical Modernist exhibition, Yale University, 2005 
 
Chicken Littleʼs graphic identity, 1978 
 
Kolodzie graphic identity, 1978 
 
Moving announcement, 1978 
 
La Marca Shoes advertising campaign, 1979 
Created while at Pentagram 
     
Business Cards, various dates 
Photo by Joe Coscia, Jr. 
 



 

 

Letterheads, 1979-87    
Fashion designer Jhane Barnes (1979) 
The International American Music Competitions (1980) 
Jeffrey Deitch Art Advisory Service (1987) 
 
Jhane Barnes logo, 1979 
 
Street Shoes shopping bags and logo, 1979 
Photo by Joe Coscia Jr. 
 
GQ Magazine “The First Fifty Years,” 1979 
Written with Peter Carlsen 
Photo by Joe Coscia Jr. 
 
The Rockefeller Foundation certificates, 1980 
 
Street Sights poster, 1980 
Created for Institute of Contemporary Art, Philadelphia 
 
Abstraction for the Ultra Ultra (fashion designer), 1981 
Photo by Tseng Kwong Chi 
 
WNYC logo and poster, 1981 
 
Art Direction magazine cover, 1982 
 
MJTV poster, 1984 
 
Art Against Aids poster, 1987             Art Against Aids poster, 1987 
 
Gallimaufry logo and poster, 1987 
Poster for a New York shop for modern household objects 
 
Radical Modernism poster, 1988 
 
Cultural Geometry exhibition poster, 1988 
Designed for the Deste Foundation for Contemporary Art 
 
Neo logo and announcement for Williwear, 1988 
Photo by Joe Coscia Jr. 
 
New Year Greeting Card, 1988 
 
Dream t-shirt, 1988 
Produced by WilliWear for the Brooklyn Academy of Music 
Photo by Joe Coscia, Jr. 
 
Union des Arts Français brochure, 1990 



 

 

Ludick logo for furniture maker Paul Ludick, 1990 
Photo by Joe Coscia Jr. 
 
Born in Ohio exhibition announcement, 1991 
 
Ho Gallery World of Art symbol, 1991 
 
 
Book and Catalogue Design Images (24” x 20” framed) 
 
Art in Transit catalogue, 1984 
For Keith Haring subway drawings  
 
Artificial Nature book cover, 1990 
Catalogue for Deste Foundation for Contemporary Art in Athens, Greece 
Photo by Joe Coscia Jr. 
 
New Italian Design book cover, 1990 
Photo by Joe Coscia Jr. 
 
Pop Shop catalogue, 1991 
For Keith Haring Pop Shop 
 
Post Human catalogue, 1992 
With text by Jeffrey Deitch 
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Paintings, Sculpture, and Collage Images (24” x 20” framed) 
 
The Zen of Golf wall sculpture, 1985 
Photo by Joe Coscia Jr. 
 
Three Mile Island Lamp, 1985 
Photo by Joe Coscia Jr. 
 
Tornado Fetish wall sculpture, 1985 
Photo by Joe Coscia Jr. 
 
Toy House, 1986 
Photo by Joe Coscia Jr. 
 
Handoid, 1990 
Photo by Joe Coscia Jr. 
 
Astral wall sculpture, 1990 
Photo by Joe Coscia Jr.      
                  Handoid, 1990 
Folly flowerpots, 1991-3 
Photo by Joe Coscia Jr. 
 
 
Art Furniture Images (24” x 20” framed) 
 
Wicky Wacky Table, 1981 
Photo by Joe Coscia Jr. 
 
LM Screen, 1983 
Photo by Joe Coscia, Jr. 
 
Fountain of Youth, 1984 
Photo by Tseng Kwong Chi 
 
Bunny Screen, 1984 
Photo by Joe Coscia Jr. 
 
Target Screen, 1984 
Photo by Joe Coscia Jr.      
            Primal Screen, 1990 
Primal Screen, 1984 
Photo by Tseng Kwong Chi  
 
Ceremonial Screen, 1985 
Photo by Joe Coscia Jr. 
 
 



 

 

Mutant Chair, 1985 
Photo by Joe Coscia Jr. 
 
Soweto floor lamp, 1986 
Photo by Joe Coscia Jr. 
 
Primordial Table, 1986 
 
USA Table, 1986 
Photo by Joe Coscia, Jr. 
 
Three Ball Table, 1987 
Photo by Joe Coscia Jr. 
 
Truth Chair, 1987 
Photo by Joe Coscia, Jr. 
 
Africa Table, 1987 
Photo by Jo Coscia Jr. 
 
Fountain Table, 1988 
Photo by Joe Coscia Jr. 
                    Dream cabinet, 1989 
Mirror, Mirror, Mirror, 1988 
Photo by Joe Coscia Jr. 
 
Desire Cabinet, 1989 
Photo by Antoine Bootz 
 
Dream Cabinet, 1989 
Photo by Joe Coscia Jr. 
 
Chemistry low table, 1989 
Photo by Joe Coscia, Jr. 
 
Wisdom I light, 1989 
Photo by Antoine Bootz 
 
Life Support Platforms, 1989 
Photo by Joe Coscia, Jr.  
 
Space Lab, 1989 
Photo by Joe Coscia Jr. 
                    Zoid sofa, 1990 
Solar Transfer Station, 1989 
Photo by Joe Coscia Jr. 
 
 



 

 

Strategic Orbital Simulator, 1989 
Photo by Joe Coscia Jr. 
 
Zoid Sofa, 1990 
 
Neotable, 1990 
 
Wave Hill Fruit Basket, 1991 
Photo by Joe Coscia Jr. 
 
Gramercy Cabinet, 1991 
 
Central Table, 1991 
 
Prospect Table, 1991 
 
Corona Chair, 1991 
 
Bin ʻnʼ Screen, 1991 
Photo by Joe Coscia Jr. 
 
Carmel, 1992 
Photo by Joe Coscia, Jr. 
 
Mida cabinet, 1992 
Photo by Emilio Tremolada  
                
Balbec wall mounted mirror, 1992 
Photo by Emilio Tremolada 
 
                Apartment kitchen photo by Joe Coscia 
 
Friedman Apartment Interior Images (24” x 20” framed) 
 
Objects in New York City apartment, 1982 
Photo by Tim Street-Porter 
 
View of New York City apartment, 1982 
Photo by Tim Street-Porter 
 
View of New York City apartment entrance foyer, 1984 
Photo by Tseng Kwong Chi 
 
View of New York City apartment, 1984 
Photo by Tseng Kwong Chi 
 
Krishna Korner installation, 1985 
Photo by Joe Coscia Jr. 



 

 

 
View of New York City apartment, 1988 
With USA table and customized Le Corbusier chair 
Photo by Joe Coscia, Jr. 
 
View of New York City apartment, 1991 
Photo by Antoine Bootz 
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Installation Images (24” x 20” framed) 
 
Smurf Heaven, 1984 
A special installation using painted screen, found objects and black light 
Photo by Tseng Kwong Chi 
 
Postnuclearism installation at Red Studio Gallery, 1984 
Photo by Jo Coscia Jr. 
 
WilliWear Store, 1987 
Store interior and fixtures for New York location 
 
 
 
 



 

 

Art Furniture and Designed Objects  
 
Tornado Fetish, 1985 
Assemblage of painted wood, raffia, and found objects 
153 x 140 x 46 cm. 
 
USA Table, 1986 
Painted medium-density fiberboard, painted metal 
41 x 145 x 89 cm. 
Collection of Ken Friedman 
 
Biological Clock, 1989 
Painted wood, back lighted photograph, LED clock 
94 x 81 x 23 cm. 
Collection of Ken Friedman 
 
Strategic Orbital Simulator, 1989 
Painted wood, nickel-plated metal, anodized, etched aluminum 
68 x 140 x 71 cm. 
Collection of Ken Friedman 
 
 
Books and Catalogs  
 
Cultural Geometry catalogue, 1988 
Produced for exhibition at the Deste Foundation for Contemporary Art, Athens 
 
Artificial Nature catalogue, 1990 
Produced for exhibition at the Deste Foundation for Contemporary Art, Athens 
Written by Jeffrey Deitch 
 
New Italian Design book, 1990 
Published by Rizzoli 
Written by Nally Bellati 
 
Dan Friedman: Radical Modernism, 1994 
Published by Yale University Press  
Essays by Jeffrey Deitch, Steven Holt, and Alessandro Mendini 
 
 
 



 

 

SCULPTURE AND DESIGNED OBJECTS CHECKLIST 
 
 
LM Screen, 1983 
Painted wood with mirror, fabric and cork 
Collection of Laurie Mallet 
Request a loan of this object 
 
The Zen of Golf, 1985 
Painted wood, found objects 
216 x 153 x 38 cm. 
Designed by Dan Friedman 
Collection of Laurie Mallet – confirm with her 
 
Three Mile Island Lamp, 1985 
Painted lamp, raffia, found objects 
76 x 33 x 33 cm. 
Limited edition of 12, each one uniquely decorated 
Collection of Ken Friedman and San Francisco Museum of 
Modern Art (and others) 
 
Tornado Fetish, 1985 
Painted wood, raffia, found objects 
153 x 140 x 46 cm. 
Collection of Ken Friedman 
Request a loan of this object 
              Three Mile Island Lamp, 1985 
 
Primordial Table, 1986 
Painted medium-density fiberboard, metal, plastic laminate, raffia 
72 x 180 x 155 cm. 
Produced by Alchimia, Milan 
Collection of Virginia Museum of Fine Arts, Richmond, VA 
 
Truth Chair, 1987 
Medium-density fiberboard, plastic and wood laminates, 
nickel-plated metal, painted letters 
87 x 52 x 61 cm. 
Designed by Dan Friedman 
Limited edition production by Neotu, Paris (8 examples, all 
sold) 
Collection of Ken Friedman 

        
           
  

        
      

                 Fountain table, 1988 



 

 

 
 
 
Mirror, Mirror, Mirror, 1988 
Painted wood, metal, raffia, rope, mirror 
168 x19 x 19 cm. 
Collection of Laurie Mallet 
Photo by Joe Coscia Jr. 
 
Fountain Table, 1988 
Surell by Formica 
54 x 79 x 51 cm. 
Collection of the Museum of Decorative Arts, Montreal 
Photo by Joe Coscia Jr. 
 
Space Lab, 1989 
Painted wood, nickel-plated metal parts 
89 x 102 x 86 cm. 
Collection of Ken Friedman 
Photo by Joe Coscia Jr. 
 
Solar Transfer Station, 1989 
Painted wood, nickel-plated metal, anodized, etched 
aluminum 
135 x 127 x 127 cm. 
Collection of San Francisco Museum of Modern Art 
 
Handoid, 1990 
Plated, cast-metal 
26 x 25 x 19 cm. 
Produced by Alessandro Guerriero for “Spiritelli” at the 
Museo Alchimia, Milan 
Collection of the San Francisco Museum of Modern Art  
             Solar Transfer Station, 1989 
Bin ʻnʼ Screen, 1991 
Painted medium-density fiberboard, wood 
170 x 229 x 60 cm. 
Designed by Dan Friedman  
Collection of San Francisco Museum of Modern Art 
 
Carmel, 1992 
Folding Screen with candles, painted metal and fabric 
Collection of Kate Carmel 

 



 

 

APARTMENT INSTALLATION 
 
The apartment installation includes all the components necessary to re-create a corner of Dan 
Friedmanʼs apartment as pictured in 1991—wall pieces, sculptures, objects and ephemera 
assembled directly from the artistʼs estate and public collections. 
 
 

           


